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The purp ose of this thesis is to analyze influences exerted on 
the collage of Ken Brewer by Kurt Schwitters, Robert Rauschenberg, and 
Alberto Burri, to explain the evolution of Brewer's work, and to serve 
as a source of ideas for others attempting to work in collage. 
In the first three sections of the thesis brief overviews of 
the work of Schwitters, Rauschenberg, and Burri are presented. 
Schwitters, a member of the dada school of art, was a pioneer in the use 
of collage as an art form. He, like other dada artists, rejected the 
social and artistic values of post World War I Europe in favor of new 
interpretations of what art should be and what materials and techniques 
could be used in art. Contemporary American artist Robert Rauschenberg 
has drawn inspiration and ideas from Schwitters, and in turn expanded 
the meaning and acceptance of collage in modern art. He is best known 
for the painting, collage, sculpture combinations he ca l ls "combines", 
but has also used collage in silkscreen, lithography, and transfer 
drawing . Rauschenberg is interested in the possibilities of utilizing 
modern techn ology in the arts and has cr eat ed a series of work in 
collaboration with leading engineers. Burri's most notable series of 
co llage s are his sacchi, large paintings made by sewing together and 
painting on pieces of discarded sacks and various coa rse fabrics. He 
has also created collage in wood, plastic, and metal. 
In subsequent sections of the thesis Brewer's work is described, 
analyzed, and compared to that of the other three artists in the areas 
of technique, materials, color, composition, and symbolism. The section 
on techniques and materials contains an explanation of the use of 
approximately thirty collage techniques. 
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Brewer's work is divided into three categories; transfer 
paintings which were influenced to a great extent by Rauschenberg, 
collages which were primarily influenced by Schwitters and Burri, and 
a group of paintings that bear the influence of all three but have a 
characte r of their own. This series of paintings is the result of know­
ledge gained through studying the work of Rauschenberg, Schwitters, and 
Burri plus discoveries he made while assembling his collages. 
Twelve color plates follow the text and present e xamples of 
Brewer's collage plus one exmr.ple each of works by Rauschenberg, 
Schwit ters, and Burri. 
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PREFACE 
The collages of Kurt Schwitters, Robert Rauschenberg and 
Alberto Burri have had considerable influence on the work of Ken 
Brewer, and yet he has combined elements of their work with ideas and 
techniques he has developed from working in the area of collage and 
created a style that is his own. In the first three sections a brief 
overview of the work of Schwitters, Rauschenberg, and Burri is 
presented; describing their major series of works, factors that have 
influenced their work, and their contributions to the development of 
collage as an art form. In the fourth section Brewer's work is 
described. In subsequent sections it is analyzed and compared to that 
of the other three in the areas of materials, techniques, color, 
composition, and symbolism. 
I. KURT SCHWITTERS 
Kurt Schwitters is traditionally considered a member of the dada 
movement in art. He like other dada artists, rejected the social and 
artistic values of post World War I Europe in favor of new interpretations 
of what art should be and what materials and techniques could be used in 
art. 
In a 1918 Berlin exhibition Schwitters introduced the first 
completely non-objective collage into the realm of serious art. Picasso 
and Braque had used a few collage elements in their cubistic paintings 
as early as 1908 but "neither artist employed it as a major medium, nor 
envisaged it as such.111 Schwitters, on the other hand, wrote "I have 
taken a step in advance of mere oil painting, for in addition to playing 
off color against color, line against line, form agalnst form, etc . . . .  l 
play off material against material, for example wood against sackcloth."2 
(plate 1) 
Schwitters was constantly seeking materials to use in his collages. 
According to the account of pionee.r constructivist Nahum Gabo, Schwitters 
would "stop suddenly .. . in the midst of the most animated conversation • . .  
and pick up something which would turn out to be an old scrap of paper of 
lJohn Coplans and Walter Hopps. "Foreword," Kurt Schwitters : 
A Portrait From Life, by Kate Tratunan Steintz (Berkeley: University of 
California Press, 1968), p. xii. 
2Frorn Schwitters; foreword to his 1920 exhibition, Merz. , cited 
by Harriet Janis and Rudi Blesh in Collage (Philadelphia: Chilton Book 
Company, 1967), p. 61. 
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a particular texture . . • . .  He would carefully and lovingly clean it up and 
then triumphantly show it to you, ,,3 Another friend of Schwit ters tells 
of him removing a sign from the back of a stree tca r "with a small screw-
driver he always carried."4 Schwitters wanted the sign to use in a col-
lage. 
The following is a list of materials Schwitters frequently used. 
Stickers, stamps, bus transfers, various kinds of 
paper, commercial trademarks and slogans, numbers 
and letters, coins, cork, cloth, buttons, nails, 
photographs, illustrations, words and phrases 
used for literary or autobiographical meaning, 
parts of words used as puns, silver foil, rubber 
stamps, candy wrappers, stenciled wood from 
crates, matches, and small wheels.5 
The materials in Schwitters' early work we.re generally flat and 
small but "from 1921 onward . . •  the objects were larger and thicker ; 11
6 
although, his works were all small by contemporary standards. The 
average size of a Schwitters' collage is about the size of a postcard. 
Schwitters called his small collages Merz, taken from the last 
syllable of the word _!:;:onmerz (com.'!lerce). When displaying some of his 
early collages in the Der Stum Gallery in Berlin, he realized that his 
work did not fit into the contemporary categories of cubism, expression-
ism, futurisn:, etc., so he arbitrarily named "the entire body of his work'' 
Merz because the word appeared on "the most characteristic" of his works 
in the show.7 
3Harriet Janis and Rudi Blesh. Collage, (Philadelphia: Chilton 
Book Company, 1967), p. 83. 
4 Ibid., p. 64. 
Srbid., p. 60. 
6steintz, p. 23. 
7Janis and Blesh, p. 61. 
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One of the s trengths of Schwi.tters c ollages was the delicate 
balan ce of his compositions. "He laid them out T.Nith a sure eye for 
balance, symmetry, and effect ." 8 Compositions in his early work showed 
the influence of synthetic cubism. They were geometric and had few 
diagonals, but there was more variety in Schwitters' later work. Some 
had a centrifical composition with f orms radiating outward from a central 
area. Schwitters sometimes made a collage, then cropped off the sides, 
making it look like a portion of a larger work. 
The col or in Sc hwitters ' work was rather " somber"9 as compared to 
that used by the c ubis ts and German expressionists of the same period. 
In most of his collages pa int was not applied to all a reas . The na tural 
colors of his materials were used together with wa t ercolor glazes to give 
a look of unity . In some cases no color was added. This was particular­
ly true in work the materials had a weathered or used appearance. 
Schwitters believed there was beauty to be seen in everything 
from the di scarded objects he collected for his Merz collages to the 
screeches and grunts he sometimes used in his dada poetry. "Every 
artist," he wrote , "must be allowed to mold a pic ture out of nothing but 
blotting paper, for example, providing he is capable of molding a 
picture. 11 10 The idea that connnon things properly handled can be used to 
create art was S chwitt ers' greatest gift to art. 
B"Rowdiness Rediscovered," Newsweek, 7 Aug. 1972, p. 56 . 
9 coplans and Hopps, p. xii. 
lOschwitters' exhibition, p. 61. 
II. ROBERT RAUSCHENBERG 
Robert Rauschenberg like Schwitters has been an innovator and 
influential force in the development of collage as an acceptable art 
form, but he has had more influences to draw from including the work of 
Schwitters. Those influencing Rauschenberg, other than Schwitters, 
include Jos eph Albers, Willem de Koening, Marcel Duchamp, and his 
association with avant-garde composer John Cage and dance choreographer 
�1erce Cunningham. 
In 1948 following abbreviated terms of study at the Kansas City 
Art Ins titute and Academie Julian in Paris, Rauschenberg enrolle d at 
Black Mountain Co llege in North Carolina, where Bauhaus veteran Joseph 
Albers was an instructor. Albers helped Rauschenberg develop a sense of 
discipline he lacked before coming to Black Mountain. While there 
Rauschenberg met John Cage and Merce Cunningham, innovators in their 
respective fields of music and dance. He developed a close relationship 
with both and shared their enthus iasm for creativity and change . 
Another pe r sonal friend who has influenced Rauschenberg is 
Marcel Duchamp, whose "life and work" Rauschenberg cons iders a "constant 
inspiration .11 11 Duchamp, a dada artis t , at various t imes displayed a 
shovel, bicycle wheel, bottle rack, and urinal as "ready made" works of 
llcalvin Tomkins. The Bride and the Bachel o rs , (New York: 
The Viking Press, 1965), p. 237. 
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art. He felt that they could be art because the artist had chosen th em 
to be.12 
While working in New York in the early 1950's, Rauschenberg came 
into contact with Willem de Koening, a pioneer in abstract expressionism. 
The influence o f de Koening and the abs tract expressionists can be seen 
in the expressive manner in which Rauschenberg handles paint. 
Although he has drawn inspiration and borrowed techniques from 
several sources. Ra uschenberg has been personally c redite d with expanding 
the meaning and acceptance of collage in mod ern art. According to _Time 
magazine critic Robert Hughes, "It is to him that is owed much of the 
basic cultural assumption that a work of art can exist for any length of 
time, in any material . . .  , anywhere • . .  , for any purpose . . .  , and any desti­
nation it chooses from the museum to the trash can.1113 One of 
Rauschenberg's ideas that has had a strong effect on the development of 
collage is that an artist may if he chooses display articles in their 
natural unaltered c ondition in a composition and give each image equal 
inport ance. His early works were in the vein of traditional collage with 
found objects filling space and providing color but losing thei r own 
identity due to the layers of bright paint that were applied. By 1954 he 
was placing artifacts he collected from the streets of Manhatt an on his 
canvasses in a matter of fact way inviting the viewer to consider the 
aesthetic value of the obj ects . Rauschenberg's materials soon became more 
three d:i.!i1ensional, and he "found it impossible to hold them to the wall. 1114 
l'> .. Ibid., p. 236. 
1311The !'1.ost Living Artist," Time, 29 Nov. 1976, p. 54. 
14Janis and Blesh, p. 63. 
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Some of his work such as Honogram, 1959, Odalisk, 1955-58, and Gift for 
Apollo, 1959, are free standing. Rauschenberg's works became 11painting­
collage-construction-object-sculpture hybrids.1115 These combines as he 
calls them have expanded and perhaps outgrown the traditional definition 
of collage. 
Rauschenberg is always experimenting to f1nd out what is a 
picture and what isn't. The most celebrated of these experiments was 
when he took a de Koening drawing and completely erased it then displayed 
it as a work of art above the caption:l6 
Erased Koening 
Robert Rauschenberg 
1953 
One of the objects de scandale of modern art is his 1955 Bed. 
Rauschenberg claims he woke up one morning and realized that he had no 
canvas or other material to paint on, so he stretched the quilt from his 
bed and began to splatter it with colorful enamel paint. He added a 
pillow, then some more paint, then framed the piece for display. 
Rauschenberg has called Bed "the friendliest picture I've ever painted. 
My f ear has always been that someone would try to crawl into it.11
17 
Two of the oore recent areas Rauschenberg has worked in are 
silkscreen and lithography. He has had images of contemporary events 
cor.nnercially reproduced on silkscreens, then created compositions by 
screening the images onto his canvasses. These works, such as Retroactive 
I, 1964, (plate 1) and his thirty-four foot long Barge present thought 
15 Ibid., p. 260. 
16romkins, p. 220. 
17Ibid., p. 216 
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provoking visual collages of our time.1118 "Rauschenberg's single biggest 
gift to lithography was the combining of photo images and hand drawing.1119 
His six foot long Booster was th e largest hand pulled lithograph ever 
nade at the time of its completion in 1967. Rauschenberg's 1974-75 
Hoarf ros t series was made by lithographing images onto thin pieces of 
transparent and translucent fabrics and assembling them in layers so that 
one sees the vague shapes showing through each other. 
Rauschenberg likes color in his work to have "the same given 
quality as a found object. 1120 While observing cr owd s on the streets of 
New York, he n oticed that "the mass, no matter how c olorful, never looked 
tonal. Someone might be wearing a bright red tie or green shoes, but 
somehow such things are abs orbed , and all you saw was a gene ral no-color, 
in which no tone stood out. 1121 TI1is observation influenced Rauschenberg 
to start using color pure from the paint can in a random fashion. 
The composition of Rauschenberg's work comprises a well integrat-
ed balancing of spaces and colors in light of the f act that he does no 
planning. He has said, "I'm opposed to the whole idea of. . . getting an 
idea f or a pictur e and then carrying it out," and yet he reali z es that an 
artist "can't help exerc ising his control to a degree.1122 
Rauschenberg's work is not highly symbolic, and yet he has dealt 
with various subj ects and areas of meaning during var ious stages of his 
1811Most Living," p. 61. 
19sidney Felsen, head of Ge.mini Graphics in Los Angeles, quoted 
in "Host Living," p. 61. 
2011Host Living," p. 60. 
21Tomkins, p. 215. 
23rbid., p. 232. 
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development. Early combines such as Collection 19 53-54 , Charlene 1 9 5 4 , 
Hymna l 1955 contained personal images and a l lusions to his youth. After 
1 955 the combines had no particular subject but genera lly reflected the 
inf luence of the urban cu lture of New York where he was living at the 
time. 
In 19 6 6  Rauschenberg founded an organization ca l led Experiments 
in Art and Technology (E.A.T.) to help artists better understand the 
possibi lities of collabora�ion between the arts and technology.23 Works 
such as his 19 68 Soundings and So lstice were built with the he lp of a 
group of engineers. 
His lithographs and silkscreens of the late 19 60's and ear ly 1970's 
reflected the po litical and cultural turbu lence of the era. Since that 
time Rauschenberg has experimented with a variety of materials including 
cardboard boxes, fabrics, and assorted papers, and there has been little 
or no symbolic content in his work. 
Rauschenberg, like Schwitters, immensely enjoys both art and life 
which he f inds hard to separate. He is frequent ly quoted as saying, 
"painting re lates to both art and life. Neither can be mad e . I try to 
act in the gap between the two.1124 
23National Collection of Fine Arts, Robert Rauschenberg 
(Washington, D. C. : Smithsonian Institution Press, 1 9 76), p. 17. 
2 4  1 Tomkins, p. 9 2 . 
III. ALBERTO BURRI 
The wo rk o f  Italian artis t  Alber t o  Burri can be divided i.nto 
four cat egorie s , the sacchi (sacks), l egni (woods),  ferri (metals), and 
plastichi (plastics). He is best known for his sacchi, large wo rks made 
by stitching and gluing together parts 6£ burlap sacks and other collage 
materials. 
Burri's use o f  worn sacks as a collage element may be in part a 
result o f  his experiences during World War II. Burri was serving as a 
medical officer in the Italian army in 19 43 when he was captured by the 
Americans and sent t o  a prison camp in Hereford, Texas. For need o f  a 
pastime he took discarded burlap sacks and some art  equ ipmen t do nated by 
the Y .M. C .A. and began t o  paint . 25 By the time Burri returned to  Italy 
in 19 46 , he  had decided to g ive up a career in medicine and become a 
painter. Burri's earliest works were done in the manner o f  the express-
ionists, but by 19 48 he had begun to us e collage element s  in his paint-
ings. In 1949 some works inc luded burlap, and by 1952 h e  had created 
his  large sacchi ( p l a t e  3) by assembling burlap sacks that a mil ler  in 
his home town o f  Citta d i  Cas tello  had saved f o r  him,26 Burri  bui l t  up 
layers o f  material then opened holes by tearing o r  burning. Burri  has 
25tuigi Barzini, " Rome , Where Ar t is Forever Italy, " New York 
Times, 22 Dec. 196 9 ,  p. 40, Col. 1. 
2�ilton Gendel, "Burri Makes a Picture," Art News , Dec. 1954 , 
pp. 28-31. 
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said , "I tear the c l o th at  times because I feel l ike opening up the thing 
and seeing what's ins ide .112 7  Sometimes he p a tched ove r or s ewed the holes  
shu t af ter  opening them . In some o f  the sacchi flat areas o f  whi t e, r ed, 
or b lack paint were added to b alance the mor e  ac t ive textured areas. 
In 1 9 5 5  Burr i  b egan us ing wood as  the bas ic mat er ial in his  work. 
His grande combustione legno, as he called them, were made by d is a s s embl­
ing and par tly burning thin s trips  of wood  then fitting them b ack together 
on canvas. Again, areas of black , whi t e, and red paint were added . The 
legni are r i ch in t exture and tone value due to the wood  grain and 
effec t s  of fire  and smoke on the wood . 
The ferri o r  me tal paint ings o f  19 5 8  and 1959 are also  r ich in 
color . They were made by welding toge ther l arge p ieces  of shee t me tal . 
The heat o f  the t o r ch gave red  and blue tones to p a r t s  o f  the ferri. 
Other par t s  d i s p layed the natural me tal  colors  a t  var ious s t ages o f  
oxida t ion . 
Burr i  began wo rking with pla s t ic in 1961 following a long t r ip 
to the United S t a t e s  and an i l lnes s  invo lving a s e r ious operat ion . His 
exposure to  the great amount of p l as t ic used in packaging in the Uni t ed 
Sta tes  o r  the ste r i l e  atmo sphere o f  the hospi t a l  may have influenced his 
choice o f  plastic f o r  a s e r ies o f  p a in t ings . Burri used a more vio lent 
t echnique in the plas t ichi than in earlier works. He would put a thin 
layer o f  c e l l ophane agains t a p a inted b ackground then fix it to the 
surface by partly burning it f rom the f ront with a t o r ch . Then he  would 
build up several l ayers  o f  half  mel t ed p l as t ic in thi s  manne r. In the 
sacchi Burri  t ook advan tage o f  the natural prop e r ties o f  h i s  mater ials . 
27"Beauty and Burlap," Newsweek , 30 May 1955, p. 78. 
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In the plas t i ch i  he  w a s  mor e  inclined to impo s e  f o rm  on t h e  ma terials . 
S ome critics have said Burri developed his collage paintings 
almo s t  totally ind epend en t of influence from o ther ar t is t s . Although he 
had l i t tle contact  with his Italian contemporaries, Burri was aware  of 
the use o f  col lage by  Braque, Picasso, Gris , and the dada artis t s, 
especially Schwit t ers . 2 8 Italian critic Maurizio Calvisi be l i eves cubis t 
collages infl uenced Burri's form, and the dadas served him as a source of 
ideas . He als o f e e l s  the futurist not ion tha t any materia l could be us ed 
to p roduce art  and d id not  hav� to represent anything but itself, 
influenced his  cho ice and use of ma teria l s. 2 9  
The compo s i t ion in Burri's wo rk i s  a d i r e c t  resul t of the manne r 
in whi ch he works . The act ion invo lved in as s embl ing the mat e rials  is 
permanently f ixed on the canvas. In the sacch i  the surf ace of his canvas 
is broken up by sacks and rags that are sewn together. The s t i tches that 
hold the sacks toge ther become an element of the composition, as do the 
tears and patches. The tension of sacks pul l ing on each other creates a 
visual tension. The speed with which Burr i a s s emb les the major areas of 
his compo s i t ions shows through in the c rude s t i t ching , reckless tears , 
and rough edges where material s  meet flat pain t ed areas . Bur r i's 
composi t ions are bo ld and b e ar the mark of the a c t ion that bring s  them 
t oge ther . 
A good deal has b e en wr i t t en about symbo l i c  content in Burri's 
wo rk . Many critics be l i eve the holes and t ears in Burri's s acchi 
2 8ces�r e  Brandi , Burri , trans. Mar tha Hadzi ( Rome: Ed i talia 
d'Ital ia, 19 63), p. 20. 
29Maurizis Calves i, Bur ri , trans. Robert E. Wo lf (New York: 
Abrams 1975), p. 15. 
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symbo l iz e  wounds, and s t i t ch ing, t he s ew ing up of wounds. They cons ider 
his l iberal use of red paint a reference to blood, and the blacks an 
allus ion to death. If this  is the c ase , Bu r r i's wo rk coul d  symbolize 
his disgus t with the waste o f  human l i fe he encountered in North Africa. 
Some think the pa intings have mor e  t o  do  wi th heal ing than d est ruct ion. 
In Collage Janis and B l e sh s ay , "Bur r i's in tent ion . . •  is to s taunch the 
blood and suture the wounds .1130 Others f e e l  Bu rri's work symbo l i z es man's 
inabil i ty to cope wi th the probl ems of the modern wor l d. It al ian c r i t ic 
Cesare Brand i be lieves the chance drip s  and tears symbo lize  the wicked­
ness of chance invo lved in everyday life. He thinks Burr i's work is 
meant to be repulsive and i r r i t a ting in a way that wi l l  warn the viewer 
against  b ecoming too op timis tic . 31 
Though a good deal has been made of symbo l i sm in his work, Burri 
has deemphas i zed i t . He has sai d  tha t his wo rk is  not to b e  explained in 
words but "conveyed directly t o  the onl ooker by pure vision . 1132 
30Janis and B lesh, p.  259. 
31Brandi, pp. 36-43. 
32"Beauty and Bu r lap," p. 78 . 
IV. KEN BREWER 
The work of Ken Brewer can be divided into three categories, 
transfer paintings which were influenced to a great extent by 
Rauschenberg, collages which were primarily influenced by Schwitters and 
Burri, and a group of paintings that bear the influence of all three but 
have an identity of their own. 
Brewer's large transfer paintings, are done on canvas and his 
small ones on watercolor paper. In the larger peices images are trans­
ferred onto canvas from magazines and newspapers by using acrylic matte 
medium. The images are then glazed with a translucent mixture of matte 
medium and acrylic paint. The surface is worked with modeling paste and 
acrylic paint, then more images are transferred and glazed. (plate 5) 
In the smalle.r pieces, images are transferred onto watercolor paper by 
the use of lighter fluid, a technique Rauschenberg used in his 1959-1960 
series of illustrations to Dante's Inferno.33 
In most of Brewer's transfer paintings there is a theme used as 
a point of departure. For example, in Morning News Blues (plate 4) pages 
and pictures from newspapers and news magazines are transferred and 
collaged onto the canvas. The images provide a point of departure from 
which the composition can be built, and at the same time are reminders 
of the unnerving events one is confronted with as he reads the morning · 
news. 
33"Nost Happy Fella," Time, 1 8  Sept. 1964, p .  84. 
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The co llage p a in tings on the o th e r  hand are c o mple t e ly non­
obje c t ive. There is no syinbolism in tended and even le t t e r s  and numbers 
are u s ed purely as e l emen ts of c ompo s i tion. Ma t e rials in t h e  la rge 
coll a g e s  are similar to tho s e  in Bur ri' s s acchi. La r g e  f l a t  areas o f  
coarse fabrics a r e  played agains t sma l l er a r e as wi t h  mor e  surfac e interest 
o r  co l o r .  B rewe r's p ain t ings lack the boldness o f  Burri's bu t posses 
more of a pat t e rn like quality (p l a t e  8). In addition t o  t he lar g e  
fabric c o l l ag e s, Brewer has mad e  a few smal l non- object ive c o l lages in 
the manner of Schwi t ters . (p l ate 1 1) 
The t h i r d  group o f  paintings a r e  tho s e  B r ewer has d ev e lop ed by 
combining h i s  own id e a s  and t e chniq u e s  wi t h  tho s e  bo r r owed from Schwitters, 
Raus c henb e rg, and Bur r i . These p ain t ings, of which Ma rth a  Was Righ t  
(pl a t e  12) i s  a p r ime example , a r e  b roken in t o  s ev e r a l  areas, each de­
pend ent on the o t h e r  and yet hav ing a character of its own .  Thes e 
paint ings l ike h i s  t rans f e r s  h ave a theme that s e rv e s  a s  a point o f  
depar t u r e, bu t n o thing symbo lic i s  added at the expen s e  o f  c omposition . 
Cons e quen t ly symbo lism is sub t l e  and meanings open to i n t e rp r e t at ion. 
Al though th ese p a i n t ings contain mat e r i a l s , techn i q ues, c o l ors, and 
compo s i t ional tacti c s  s e en in the wo rk of Schw i tte rs, Raus chenb e r g , and 
Bur r i, t h ey l o ok no t h ing like the wo rk of the oth e r  three a r t i s ts. 
i 
V. TECHNIQUES AND MATERIALS IN THE COLLAGE 
OF KEN BREWER 
The primary technique used in Brewer's large t rans f er paint ings 
is that of trans ferring images t o  canvas with acryli c  ma tte med ium .  
Pictures are cut o r  t orn from magazines o r  newspapers, and the fronts are 
covered with mat t e  medium . They are placed f ace  down on the c anvas and 
rubbed unt il securely at t ached . When dry , the back sides o f  the p i c tures 
are dampened , and the paper is rubbed o f f , leaving reve rse images of the 
pictures on the canvas. In some ins t ances only p a r t  of the paper is 
rubbed o f f , l eaving a trans fer-co llage c omb ination . ( p l ate 5) Th is 
proce s s  partly dest roys the paper and images giving the surface an over-
all look of d e c ay .  S everal images c an b e  superimposed and then glazed 
with thin layers o f  acryl i c  or  wa t e rcolor paint . If a g l ossy e f f ect is 
de s i red, the paint is mixed with ma t t e  med ium or gloss med ium. 
In Fight o f  the Century (pla t e  6) pho t o-s ilkscreen , a t echnique 
used by Rauschenberg in the early 1 9 60's, was employed.34 Images of boxers 
were t ransmi tied to  a pho t osensit ive s ilkscreen through pho tographic 
negat ives and pos i t ives , then s creened onto the painting wi th s ilkscreen 
inks . Afte r  t hat they wer e  partly covered with paint, transf ers, col l age, 
and mon tage . A s trip of mas on i t e , par t s  o f  a t in can, and an o l d  tennis 
sho e were added as e l ement s  o f  composition . The practic e  o f  int egrating 
found objects in to a c omp o s i tion was inf luenced by Rauschenb erg's early 
34National Collec t ion o f  F ine Arts, Robert Rauschenberg, p. 118. 
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collages; such as , Co l l ect ion , 1953-1954 and Levee , 1955. 
A good deal of acrylic model ing pas t e , which may b e  mixed with 
acrylic paint or appl ied d irectly from the can, is used in the large 
transfer paint ings . Brewer has d eveloped a technique he  calls "rub-o f f " 
in which a p icture is cu t out and p l aced on the canvas , and model ing 
paste is rubbed over its edges with a paint kn ife . After the pic ture is 
removed and the modeling p as te dries , the ent ire area is covered wi th an 
acrylic wash. Paint affects pure canvas d iff e r en t ly than it does an 
area covered wi th modeling p aste, consequently a faint ou tline of  the 
image i s  left on the canvas . (plat e  5) 
In the smal l t r ansf ers l igh ter fluid as  well as ma t te med ium is 
used to transfe r  images. Pictures are soaked in ligh t er fluid and 
conveyed to waterco�or paper by rubb ing the b ackside with a ballpoin t  p en 
or paint brush hand l e . lbis leave s  a ghostly image on the paper that 
can be drawn on or pain ted over w ith washes. lbis t echnique was borrowed 
from Rauschenbe r g  who used i t  in several drawings during the l a t e  1950's 
and early 1960's . 
��1ile wo rking on the small transfer seri es, B r ewe r discovered 
that image s covered wi th rice paper t ake on a nebulous appearance and 
int egrate with the b ackground . Rice paper can b e  permanen tly f ixed to 
watercolor paper b y  s oaking it from the top wi th mat t e  med ium. 
In Liza III (plate  7) layers o f  colored washes were painted over 
matte medium trans f ers. lbe washes , mixtures o f  mat t e  med ium and wa ter­
color pain t , were allowed to dry after wh:lch they wer e  sanded wi th f ine 
sandpape r. The s andp aper removed a l l  color f rom ridges created by the 
buildup o f  ma t te med ium on the rough edged t rans fers and heigh t ened the 
look o f  decay that is charact eristic  of tran s f e r  paint ings . 
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Techniques and ma t erials used in the l arge c o l l ages have b een 
primarily in fluenced by  the work of Alb erto  Burri . A l ist o f  mat e rials 
us ed by bo th Brewer and Burri would include burlap , rags , woo d , co t ton , 
pieces of broken th ings , and assorted  s acks . Brewer feels that the t ex­
ture of  his ma t erials adds a dimension no t real i z ed in tradi t ional 
paint ing , and l ike Burri , he t r ies to create  surface effect s  tha t 
compliment the sens uous nature o f  h is mater i als. 
Brewer a s s emb l es h is collages in a rough manner so they will 
not appear to  b e  con t rived and t akes advant age of  the chance r ips , stains , 
and drips that resul t .  Loose threads caused by the unraveling o f  course 
fabrics are l e f t  to hang, and paint is appl ied rap idly creati.ng uneven 
edges where painted and textured surf aces meet. 
Through wear, f abrics t ake on int eresting sur f ace e f f e c ts that 
would b e  d i f f icu l t  or impos s ib l e  for  an ar t i st t o  s imul a t e . Brewer has 
tried to cap italize on thes e e f f ects whenever pos s ib l e . In Sack w i th 
Stripes (p late 9) b rown and b lack s tains and a f aded lab el were  us ed as 
compos i t ional e lemen t s  echo ing similar tones loca ted e l s ewhere in the 
paint ing . In Down on the Farm (plate  8)  let ters , numb ers , and images 
showing through f rom the b ack side o f  co llage materials were employed as 
fonn. 
In mos t  of the large collages ma terials are a t t ached t o  the 
canvas with white wa terb ase glue . In a f ew of them f abrics are s ewn 
toge ther , a techniqu e  used b y  Burr i . 
The smal l c o l l ages (plate  11) were purpos ely d one in the manner 
of Schwitters as an exerc ise in comp os i t ion . Thes e  co l l ages were approx­
imat ely the s ize o f  a post card , and l ike ·the early work o f  Schwi t ters , had 
a horizontal-vertica l  comp o s i t ion .  A pat t e rn-l ike e f f ect was created by  
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repeat ing simular shapes , colors , and textures . 1be materials were small 
scraps of paper and cardb oard collected from a road s ide . Schwi t t ers , who 
ga the red many o f  his  ma terials from the s idewalks and trashheap s  o f  
Hanover , once said , " the waste o f  the world is my art . 1135 Brewer's col-
lages we re pu t toge ther with rubber cement; whereas , Schwi t t ers  used a 
flour pas t e . 36 
In Brewer's mos t  recen t  series o f  paint ings the c omposit ions are 
b roken into sec t ions . nie sec t ions are some t imes separa t ed by precisely 
t aped edges . In other ins t ances gradual t ransi t ions are achieved by 
paint ing acrylic glazes  next to areas of  collage and b lend ing the glazes 
into adjacent surfaces . 1bis may b e  done by rubb ing the wet gla z e  with 
a paper  towel o r  by sand ing af ter the glaze is  dry . 
1bere are several par tly veiled images in this series .  Ric e  
paper o r  gau ze a re placed over transfers g iving them a d i s tant , mys t e rious 
appear ance s imilar to that of Raus chenb erg's Hoarf rost l ithographs . 37 
In Martha Was Righ t (plat e  12) a technique b o rr owed f rom Bur r i  
was u s e d  that creates the illus ion o f  s ome thing coming out  o f  the c anvas . 
Small pieces o f  newspaper were g lued to the white p rimed canvas , a f t e r  
which t h e  edges were covered with a translucent coat o f  modeling pas t e . 
When the mod eling p as t e  �ried , B rewer pain t ed the edges of the newspape r  
pieces with white c anvas p r imer . 'nlis g ave the imp ression that the paper 
scraps were underneath the surface of the canvas. 
35 From ins cript ion on back of Schwi t ters' collage "Fur B ieleny" 
quo t ed in "Big Dada , "  Time , 1 5  Aug . 1960 ,  p .  50 . 
36Jani s  and Blesh , p. 83 . 
37National Collec t ion o f  F ine Ar t s , Rob ert  Raus chenb erg , p .  142. 
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I n  the s ame p a in t ing modeling past e was applied t o  a n  area w i th 
a paint kni f e , then covered with a thin a c ry l ic g l a z e . When the pa int was 
d ry , the s ur f ace was s anded wi th f ine s andpaper , removing colo r  f rom 
ridges crea ted by the mo t ion o f  the paint knif e . The resul t ing e f f e c t  
inspired Moon Sho t , a paint ing i n  wh ich mod e ling pas t e  and s andpaper were 
used to  crea t e  a sur fa ce suggest ive o f  the rocky , desola t� reg ions o f  the 
moon . 
In this s e ries  o f  paintings t rans fer , collage , montage , " rub-of f " , 
and o the r techniques and materials f rom the o ther two ser i e s  are  used , 
bu t the compos i t ions and general look o f  the surfaces are cons iderably 
different . 
V I .  COLOR AND COMPOS IT ION I N  THE COLLAGE . 
OF KEN BREWER 
Th e r e  is no p r e dominant  color scheme in B rewe r ' s  t rans f e r paint-
ings nor in the ser ie s of  pa int ings he  has d eve l o p e d  thr ough wo rking in 
t rans f e r  and col lage. Colors are selected con t ingent on the visual o r  
emotional e f f e c t desired i n  a p ar t icular p a int ing . For examp l e , in the 
transfer pain ting Morn ing News Blues (pla t e  4 )  cont ras t ing colors are used 
to enhance the v i s ua l  t en s ion c r ea t ed by d iagonal lines in the c ompos i t ion . 
In Moon Sho t , one o f  the paint ings f rom his  r ec ent  series , extremely dark 
blues are used to g iv e  a sense of the darkne s s of ou t e r s pa c e . A var i e ty 
o f  grays call  t o  mind the cold metallic look o f  mach inery used  in a space · 
. 
voyage and the aus t ere nature of  the moon . 
B r ewer has adopted  Raus chenb erg's pract ice of  swif tly r epeat ing 
colors th roughout a c ompo s i t ion to  create  an uns t ru ctu r ed p a t t ern, b u t  
h i s  c o l o r s  a r e  not  a s  stark as Rauschenb erg's. Rau s chenb e rg wants the 
color in his work t o  have the s ame g iven quali ty as found ob j ec t s . 38 He 
once b ought s ome unl ab eled cans o f  pain t  he found on s ale f or five cent s , 
and used them in h is pain t ings wi thout che cking to  see wha t  c o l o rs were 
inside .  
Color in the large collag e  ser ies is s imilar t o  that in B u r r i ' s  
Sacchi . Mos t  o f  these p aint ings are lef t the natural co lors o f  s acks , 
rags , shee ts o f  b u r l ap , and o ther ma t e r ials f rom wh ich they are made . 
38 "Mo s t  Li i " 60 v ng , p .  • 
20 
2 1  
The maj o r i t y  o f  the s e  ma t e r i a l s  are n eu t ra l  in c o l o r , a l though red and 
b lack b ur lap are o c ca s i on a l l y  u s e d . B rewe r and B u r r i  d i f f e r  s omewha t on 
their u s e  of p a int . B r ewer u s e s  only sma l l  quan t i t ie s  o f  red paint o r  
wh i t e  mod e l ing pas t e  t o  c omp l iment the neu t ra l  t ex t u r e d  a r e a s . Bu r r i ,  on 
the o ther hand , has b e en known to apply l a r g e  f l a t  areas of b la c k , wh i t e ,  
red , o r  o r ange p a int . 
Wi th a few ex c e p t ions , the s ame c ompo s i t ional t a c t i c s  a r e  u s e d  
throughou t B r ewer ' s  work . The l ay o u t  o f  h i s  p a i n t ings is b a s i c a l ly 
horizontal-v e r t i c a l . The s ame i s  t ru e  in the early c o l l age o f  S chwi t t e r s  
and Bur r i  and i n  a lmo s t  a l l  t h e  wo rk o f  Raus chenb e rg , who c l a ims h e  
"ha t e s  d iagonal s . 1 1 39 
Des p i t e  th e p o t en t i a l ly r i g id layou t , a d e g r e e  o f  v i s u a l  t en s ion 
is maintained through s l igh t d ev i a t ions in the h o r i z o n t a l-ve r t i c a l  f o rma t . 
In pain t ings such as , Down on the Farm , ( p l a t e  8) l in e s  in the c omp o s i t io n  
a r e  a lmo s t  paral l e l , and y e t  t h e y  a r e  n o t . Th i �  d e l i c a t e  b alanc ing o f  
f o rm  c r e a t e s  v i s ua l  p u l l s  and t ens ions . In F i gh t  o f  t h e  Cen t u ry (p l a t e  6 ) 
where a mo r e  emo t ional e f f ec t  was d e s i r e d , c o l lage rna t e r i� l s  we r e  p u t  on 
rap i d ly , cons equen t ly f o rms l e an e d  mo r e ; and v i s u a l  t e n s ion was c r e a t ed .  
A cons c i ous e f f o r t  was mad e in s ever a l  o f  t h e  p a i n t ing s t o  wo rk 
in a rough manne r  so th a t  the p ro c e s s  invo lved in a s s emb l in g  the ma t e r ia l s  
wou ld be  evid e n t  t o  t h e  v i ewe r .  I n s t ead o f  mak ing an e f f o r t  t o  camo u f l a g e  
t h e  p ro c e s s  o f  c r e a t ion , a s  i s  the c a s e  in much a r t , an e f f o r t  w a s  mad e  
to preserv e  i t . B r ew e r  d ev e l o p ed this t endency on his own , b u t  i t s  
poten t ial has b e c ome mo r e  app a r en t  t o  h im  through s tudy ing t h e  wo rk o f  
Raus chenb e r g  and Bu r r i . 
In B r ewe r ' s  op in ion a paint ing mus t  look l ike i t  b e l ongs with 
39 Ib id . 
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i t s elf . Regar d l e s s  o f  how interes t ing the var ious par t s  might b e , he 
believes they mus t  in s ome way relate  t o  each o ther . He t r i e s  t o  create 
uni ty in h i s  paint ings by repeat ing s imilar shap e s , colors , and t extures 
and yet maintain enough var iety in these areas t o  keep the p aint ings f rom 
becoming du l l . Th i s  t endency was inf luenced t o  an ex t e n t  by the s t rong , 
alb e i t  loos e , p a t te rn in Raus chenb erg ' s  work . 
Images in the t r ansf e r  pain t ings cons i s t en t ly have a weathered 
appearance due to the process  involved in creat ing t r ansfers . Model ing 
pas te  is app l ied in an impas to manne r  throughout  the c ompos i t ions . In 
the large c o llages reds and various neutrals are repea t e d , a f ab ric used 
in one area is used in o ther areas , and the edges of f ab r i c s  are a l lowed 
to unravel throughout the paint ing . Al l o f  th i s  adds to  the p a t t e rn l ike 
qual i ty of the wo rk . 
Brewer t r i e s  t o  ho ld the interes t of  thos e  viewing his  wo rk by 
giving them things t o  look at  and think ab out  on var ious v isual leve l s . 
Smal l f o rms and s u r f ace emb e l l ishment s  c an b e  s e en near the paint ings 
that can not b e  seen f rom a dis t ance , and cer t ain visual surp r ises  are 
seen only by  the. mo s t  ob servant v i ewer . F"o r examp l e , in the c o llage 
paint ing Down on the Farm (plate 8 ) , one view ing the pain t ing f rom a 
d is t ance wou ld s e e  only vertical red and whi t e  s t r ip e s  on the le f t , 
neutral textured areas near the c enter , and an ac t ive area in the lower 
righ t hand corne r .  A t  an in termed iate  d i s t ance one would b e c ome aware o f  
let ters and numb er s  used a s  e l emen t s  o f  the compos i t ion . H e  might s e e  the 
faded image of a l abel  showing through from the b a cks ide of a sack and 
sof t ly painted areas of whi t e  on the burlap . Upon closer  ob s e rvat ion one 
could d i s cover s uch visua l  treats  as the red , whi t e  and b lue markings on 
a sack showing through a sma l l  hole in the burlap , or s t i t ch ing where 
o ther ho les  had b e en sewn shu t . 
Th is approa ch is also us ed in the trans fers  and new s e r ies o f  
paintings . Areas where the sur face seems to  hold  only t exture , _upon 
closer viewing , are f ound to  contain par t ly d e s t royed images o r  images 
integrated into the b a ckground by the use  of r i c e  paper . 
Compo s i t ion in the series  o f  work Brewer has d eveloped through 
working in tran s f e r  and collage is in some way s unl ike compos i t ion in 
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the o ther two series . Al though thes e  paint ings are s t i l l  in a horizont al­
ver t ical forma t , they are not so pat t ernl ike as  the t rans f e r  and collage 
paint ings . The c anvases  are b roken in to  s everal d i s t inct  areas and yet  
the areas are  in s ome way related . In Mar tha Was Righ t ( p l a t e  12 ) the 
upper p o r t ion of the  pain t ing comprises  four geome t ric  b oxes , and yet  
co lors and surface  e f fec t s  of  this  area are repea t e d  in the very 
uns t ruc tured lower s e c t ion where c o l lage ma t e r i a l s  are emp l oyed . 
There are sub tle  t r ans i t ions throughou t Mar tha Was Righ t giving 
the pain t ing an overall  d e l i c a t e  appearance des p i t e  the d e f in i t ive 
separat ion o f  the var ious sect ions . Twin images o f  the nat ional cap i t o l  
are aff ixed t o  the surface by way o f  the " rub-o f f "  t echnique , but  they 
are so  vague that they appear to be part of the b ackground . Collage 
ma terials are a rranged and t reated in such a way that they s eem to merge 
in t o  one ano the r ,  and s c raps of newspaper can barely be seen under 
t rans lucent layers o f  model ing pas t e . 
An a t t emp t has b e en made to create surf ace in t e res t in subord ina te  . 
as wel l  as dominant port ions o f  the c ompos i t ion in this  s e r ies . In some 
of the t rans f e r  and co l l age  paint ings sub o rd inat e areas are so flat  tha t 
they are unin t e r es t ing . 
Brewer ' s  new s e ries o f  wo rk is s t il l  in a s ta t e  o f  evolut ion , 
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but at present the compos i t ions t end to  b e  mo re d e l i c at e , more s t ruc tured ,  
and les s pat tern l ike than that in the o ther two s e r i e s . 
VII. SYMBOL I SM IN THE COLLAGE 
OF KEN BREWER 
In Brewe r ' s  t rans fer  and new s eries of paint ings a theme i s  used 
as a po in t  of departure f r om wh�ch the c ompos i t ions are b u i l t . In the 
t rans fer paintings meanings are eas i ly d i s cerned , whereas in the new 
series symbolism is played down and meaning l e f t  to the discre t ion o f  the 
viewer . The large col lages have no symb o l ic content and are intended  to 
af fect the viewer on a visual level only . 
The maj o r i ty o f  paint ings in the t r ans f e r  s er i e s  deal with 
celebrity . In Liza I I I  (plate  7 )  trans fer  and c o l l age images o f  Liza 
Minnel l i  presen t  the  glamour of  a l i f e  in  show bus ines s ,  and y e t  the 
ominous f igure of Judy Garl and in the background reminds us that fame 
can des t roy as wel l  as gratify . 
Muhammed Al i i s  dep i c ted in Fight o f  the C entu ry ( p la t e  6 )  
f ight ing and talking his  way t o  the p innacle  o f  the s po r t s  wo r l d . A 
small p icture in an ob s cure port ion o f  the paint ing shows Bab e  Ru th in 
one of his  f inal appearances at Yankee S t adium and emph as i z e s  the fact  
that preeminence in p r o f e s s ional a thl e t i c s  is t empo ral . 
We ' re Gonna Make You a S t ar (pla t e  5) alludes t o  thos e  who s eek 
celeb r i ty but ins tead f ind themse lves in a s ituat ion where they mus t  
compromise the i r  values t o  survive . ·  I t  is a p i c ture o f  decad ence . 
In Brewer ' s recent series o f  paint ings images deal ing with a 
part icular top i c  are p la ced on the canvas in the early s t ages o f  the 
paint ing . As the work evolves unrelated collage e l emen t s  are added and 
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images are part ly c overed , o r  des t royed unt i l only c lues t o  t h e  o r ig inal 
theme can be  found . 
In Mar tha Was Right ( p l a t e  12 )  a sma l l  t r ans f e r  o f  Mar tha Mi t chel l , 
an early c r i t i c  o f  the Nixon adminis trat ion , i s  p r o g re s s ively des t royed 
as the paint ing develops . An indis t inct  image o f  Richard N ixon can b e. 
seen b ene ath the out s t re t ched h and o f  God in a t rans f e r  o f  Michel angelo ' s  
Creat ion o f  Man , and Nixon aids Erlichman , Haldeman , and Mi t che ll  are 
pictured above the b acks ide of three f l e e ing horses . Randomly cu t s c raps 
f rom a newspaper announcing the former pre s ident ' s  res i gnat ion are s t rewn 
about the compo s i t ion . A p iece o f  b lack c l o th in the lower central port ion 
o f  the paint ing resemb les a map of the Uni t ed S t at e s , al though it is 
partly covered wi th gau z e  and b lood , and two vague images of the nat ional 
capitol hover ove r the entire c ompos i t ion .  
Al though Mar tha Was Righ t  symb o l i zes s ome thing a s  s ens a t ional 
as the rise · and f a l l  of the Nixon White  Hous e , the. theme is  presented 
in such a sub t le manner that  a fairly d is cerning viewer migh t mis s the 
point o r  a t  leas t in terpret  the paint ing qui t e  d i f f eren t ly . Brewer 
al lows the viewe r to b r ing his own s e t  of values and experiences t o  the 
paint ings and derive as much o r  as l i t t le symb o l ic con t ent f rom them as 
he chooses or is  capable  of deriving . 
V I I I . CONCLUS ION 
Brewer has chos en , at leas t f o r  the t ime , to wo rk in the area o f  
collage . H e  would rather as s emb le things t h a t  exi s t  than a t t emp t t o  
create an exis t ence through the use o f  p ain t alone . His ma t erials  provide 
a s tarting point f rom which ideas grow and evolve unt il a pain t ing is 
created or abandoned . 
Collage is a t e chnique o riented pro c e s s  in wh i ch the charac t er-
ist ics of the ma terials employed and acc idents  that o c cu r  during the 
creat ion of  a work play an important role in i ts f inal appearance . 
Many of  the vis ual e f f ec t s  in Brewer ' s  co l l age  paint ings are d i s cove red 
rather than .imp.os ed . He is incl ined t o  agree wi th Jo shua Tay l o r  who 
wro te in his foreword to  Raus chenb erg ' s  1 976 r e t ros p e c t  exh ib i t ion 
catalogue , " the mos t  s tirr ing s ense of b eauty comes f rom o rder found , 
no t o rder given • • •  1 1 40 
Brewer was inclined to us e a build ing proces s in his ar t b e fore 
he was aware of the work of Rauschenberg , S chwi t t e rs , o r  Burr i , bu t s tudy-
ing the work o f  these  a r t i s t s  has al lowed h im t o  add t o  his rep e r toire  of 
collage techniques and materials  and expand h i s  pe rcep t ion o f  wha t  can 
be cons idered art . Knowledge g a ined through th is research c oup led wi th 
discoveries made wh ile  b ui ld ing col lages has led h im through a series o f  
40Joshua c .  Taylor . " Foreword , "  Rob e r t  Raus chenb e rg ,  Na t ional 
Co l lection of  Fine Ar t s , p .  ix . 
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paintings closely resemb l ing the work o f  Raus ch enberg , Schwi t t ers , and 
Burri , and he has arrived at a s ty l e  tha t b ears the inf luence o f  a l l  
three and Yet h a s  a charac ter o f  i t s  own .  
2 8  
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